Abstract: In the early eighteenth century, most comedies that featured lovers conclude in marriage or the promise of marriage. Comedies adapted from the commedia dell'arte tradition, a widely known comic genre, rigorously applied the conventional comic formula even if lovers have to be shuffled around at the denouement to ensure that each character ended up with a mate. However, in the early decades of the eighteenth century, two comedies premiering at the Opéra-Comique in Paris experimented with this traditional formula, and critiqued the happiness promised by such an ending. The first was Louis Fuselier, Jacques-Philippe D'Orneval, and Alain-René Le Sage's Le Tableau de mariage (The Tableau of Marriage, 1716), which explored the theme of domestic abuse, while the second, D'Orneval and Le Sage's L'Isle des Amazones (The Island of the Amazons, 1718), featured an Amazonian utopia where women married only once and for only three months. These opéras-comiques, like dystopic fairy tales before them, critique marriage, and experiment with the conventional ending because it no longer seemed to offer, without irony, the promise of lasting happiness.
Introduction
In the winter of 1716 a comedy called Le Tableau de mariage (The Tableau of Marriage) premiered at the Parisian Opéra-Comique theater. It satirized France's almost non-existent policies regarding domestic abuse. The main character, Diamantine, wakens from a terrible nightmare on the morning of her wedding day. Although she dreamed of two lovebirds preparing their nest, it quickly took an ugly turn. The female bird tenderly caressed the male, but she suffered two furious punches to the face in return. Remorseless, the male bird then flew away. Sensing that it was a baleful premonition, Diamantine tells her servant, Olivette, that she will not sign her marriage contract and will have to ask her fiancé, Octave, if they can postpone their wedding. Before she has a chance to break off her impending marriage, her notary and her ribbon merchant arrive to help her with nuptial preparations. Unfortunately, they only bolster her fears; to the tunes of well-known love songs, the men sing about how they abuse their wives, and how they dream of their spouses' deaths. When Diamantine's aunt and uncle arrive to ameliorate her anxiety, even they come to blows, and the whole cast must work together to wrench them apart. After seeing and hearing about so many disastrous effects of marriage, Diamantine resolves not to marry. Instead of celebrating a wedding, the characters convert the wedding plans into a party to celebrate a "contre-fiançailles" or broken engagement. Her servant, Olivette, proclaims happily that she and her mistress were not silly (sottise) enough to get married.
Such an ending is largely unheard of in the early modern comic repertoire. Most comedies that feature lovers in this period conclude in marriage or the promise of marriage. The commedia dell'arte tradition became especially emblematic of these kinds of narratives in this period when its Italian actors began performing all over Europe. In this comic tradition, the conventional comic formula was rigorously applied, even if lovers have to be shuffled around at the denouement to ensure that each character ends up with a mate. Although this stances about the role of women in society. Although their salon conversations, as well as the literature that issued from them, considered a number of issues, prominent concerns were love, marriage, and motherhood. In particular, some précieuses protested women's submissive role in marriage and the toll it took upon a woman's body to be continually pregnant. Le Tableau de mariage and L'Isle des Amazones can be seen to explore some of these themes.
But it is not just that the authors of these opéras-comiques incorporated précieuse politics into their comedies. The forains -the writers, musicians, and actors at the Opéra-Comique -also explored the ramifications of proto-feminist thought upon traditional comic structure. To do this, they adopted proto-feminist literary developments, as well. Women had become important innovators in literature (primarily) and drama, recrafting older formulas to suit their progressive social agendas. Some writers, for example, ended their stories without the union of the central couple despite the fact that this was a conventional way to end both novels and fairy tales. Librettists at the Opéra-Comique adopted these literary experiments to rethink conventional comic structure for the stage. Although such endings are by far the exception in both the literary and dramatic realms, dystopic opéras-comiques are directly related to these women's contestation of conventional ideas about marriage and happiness, as well as their experiments with narrative formulae. Like female writers in the seventeenth century, early eighteenth-century librettists for the Opéra-Comique explored new endings as a way of grappling with the problems marriage could pose for women. Le Tableau de mariage shows that violence and neglect may await a woman after marriage, and L'Isle des Amazones asserts that women hardly need long-lasting marriages to run a successful society. As such, both question the raison d'être of the conventional comic ending -that it presupposes lasting happiness.
This essay begins by examining the tradition from which these opéras-comiques sprang, to demonstrate that these comedies are exceptional in their treatment of marriage, both in terms of plot and in terms of structure. Next, I turn to the opéras-comiques themselves, situating them in contemporary thought and literary practices. Of the forty-eight plays in Scala's collection, thirty-nine of these scenarios feature the standard love plot, in which a pair of lovers struggle to unite, obstructed by some obstacle, such as a father or a rival. Whatever stands in the lovers' way is eventually overcome, and in the end, all the characters celebrate the lovers' union. Occasionally, a second set of lovers also marries, such as two 4 To read about the history of Italian comic troupes in seventeenth-century Paris, see Scott, 1990 . While she may initially protest her stolen virtue, she is always convinced in the end to marry her seducer. In part, such an ending reflected contemporary practices, since sex before marriage was considered a fait accompli after which the couple must officially marry. But such scenarios also show how rigorously the "happy" ending featuring marriage was applied.
The only comedy that addresses contemporary women's arguments against marriage in a documented way is Il Pellegrino fido amante (The Faithful Loving Pilgrim), where Isabella does not like the idea of submitting to a husband.
Throughout the scenario, Isabella (in disguise as a page named Fabrizio) discourages other characters from love and marriage, offering tales of suffering lovers and generally scoffing at love. But Isabella's resistance is eventually overcome by her suitor's fidelity, and she marries him in the end.
It was not until the Italians became a permanent fixture at the French court that they began to appeal specifically to French taste. At this time, we have the first documented evidence that the commedia dell'arte addressed contemporary French concerns about women's place in love, marriage, and society. Other aspects of these comedies, however, had already begun to diverge from the general features of Scala's scenarios. The comic scenes (as opposed to the love scenes) became increasingly more important. In part, the clowns or zanni 6 For an overview of women's limitations in Renaissance Italy, see Kelly, 1977, p. 137-164. 7 For more on contemporary thinking about rape in Italy, see Cohen, 2000, p. 47-75. Brooks, 1996, p. 840-847. 11 For a general history of the eighteenth-century Opéra-Comique in English, see Isherwood, 1986; and Barnes, 1965 . For a general history in French, see Martin, 2002. 12 In the seventeenth century, King Louis XIV granted exclusive artistic rights to the theaters he curated. For instance, the Comédie Française alone could produce dramas in French, while the Opéra held sole rights to song and dance. As the popularity of the Opéra waned and the king's financial support declined, the Opéra's management sought to secure extra funds. The forains purchased the rights to song and dance from the Opéra in 1708, but the deal dissolved when the management of the fairground theaters changed hands. In 1713, after the Opéra director's death, the management of the bankrupt Opéra again sold the forains the right to use music.
particularly useful for satire, since the Parisian public had been using song as a means to criticize aspects of its culture for over a century already. Concealed in the vendors' coat pockets were seditious verses, which they peddled quietly to an eager clientele. The hucksters invented some of the verses themselves, while courtiers anonymously furnished others that illuminated intimate details of courtly life. In this tradition, the verses were more important than the tune to which they were set. Generally, the music bestowed structure for the verses and helped a semiliterate public remember the words. Occasionally, a tune would be chosen to underscore the subject of the poetry. A songwriter might choose a march, for instance, to set verses about military campaigns.
In the late years of Louis XIV's reign, these songs had become so commonplace that librettists adapted them for officially sponsored musical theater. In 1690, authors weaved pont-neufs into French farces, performed by the king's Italian commedia dell'arte troupe. For instance, Charles Dufresny deployed 13 For a review of this history in English, see Isherwood, 1986, p. 3-21 and p. 60-67. Historians have wrangled over the history of the vaudeville for centuries. Some historians claim that the vaudeville came from a sometime poet and musician Olivier Basselin, who wrote political songs in mid-fifteenth century Normandy against the invading English. For this version of history, see Genest, 1925, p. 65-66; Font, 1894, p. 9-17; Prioleau, 1890; and Barnes, 1965, p. 131-175 with his or her lover. In either case, these vaudevilles were carefully selected to convey a specific emotional state. Although the early forain composer-arrangers did not contribute much new music to the repertoire of the French Baroque, they did incorporate and even subvert existing musical codes, as we will see below.
Despite the expanded use of music, the forains' dramatic repertoire remains largely consistent with that of their predecessors. For the most part, they adopted the comic formula in which marriage constitutes a happy ending. 14 In such cases, the obstacle between the couple and their union is some contemporary villain, such as a corrupt tax collector or a notorious gambler. Through various comical schemes, the villain is displaced and the lovers are married, representing the dawn of a new society free of the villain's meddling.
But in other cases, the forains responded to specific contemporary issues.
They eschewed the conventional comic formula, and questioned the happiness that marriage promised at the end of comic spectacles. In the following two examples, the plots feature various breakdowns in conventional comic structure as the opéras-comiques slide from comedy into satire of contemporary marital practices and concerns including domestic abuse and, generally, the power imbalance between men and women in marriage. In these comedies, music plays an important role in the shoring up or undermining each character's authority.
Le Tableau The forains' critique of husbands' abuse occurs only in part through
Olivette and Diamantine's shock and dismay. It is also imparted through ironic musical choices. Just as the lovebird is used ironically to describe abusive men, the husbands' use well-known love songs to express conjugal force and spousal neglect. Scene 2 exemplifies how the librettists and their music arranger employed music to highlight the distance between the effusions of affection typical to love songs and the husband's cold accounts of spousal abuse. The effect is that the audience and the characters on stage reflect upon the relationships between men, love, and abuse of power.
18 See, for instance, Cattelona, 1993, p. 13-33. 19 This may allude to Io's similar premonition in Act I, scene 3 of Lully's opera Isis (1677). See Philippe Quinault, Isis (Paris: 1687), 18. Io is promised to Hierax, but she fears a deadly premonition: an eagle devoured a sweetly singing bird right in front of her eyes. As a result, she delays their union. 20 See "pigeon," in Dictionnaire de l'Académie française, 1 st ed. (1694). For conventional pigeon imagery, see Jean de La Fontaine's fable "Les deux pigeons" (Book IX.2). Pierre Corneille also used "pigeon" as a way to describe Éraste as a "good catch" in his comedy 1625 Mélite (Act IV, scene 1).
Although the first two male characters are described as complete opposites, they equally serve to amplify Diamantine's apprehensions. The notary for the wedding contract, Monsieur Minutin, and a ribbon merchant, Monsieur Francoeur, come to settle some of the details of her nuptials. Unfortunately for Diamantine's fragile state, they also elucidate their cruel perspectives on marriage.
Monsieur Francoeur alarms Diamantine and Olivette when he croons a love song with the following insulting words: The tune, "Belle brune," belongs to an entire genre of popular love songs known simply as brunettes typically sung by chivalric narrators to beautiful, brown-headed shepherdesses. 22 Instead of recounting his own unrequited passion, 21 Le Sage and d'Orneval, 1968, p. 202. 22 For more on brunettes, see Masson, 1911, p. 347-368; and Cammaert, 1957, p. 35-51 . The original words to the tune were:
Francoeur insults the very foundation of a contemporary woman's integrity, which was built upon sexual virtue. L'Isle des Amazones also critiques their suitors, who come from a variety of national backgrounds, but who all embody women's common complaints against their husbands. In scenes 6, 7, and 8, Amazons bid their husbands adieu.
38 "Une Femme ici / A tout le souci, / Le soin de la dépense; / Et n'exige de son Mari / Qu'un peu de complaisance." ("A woman here / has all the worry, / The care of expenditures; / And for her husband/She demands only deference.") Le Sage and d'Orneval, 1968, p. 347. 39 Although overall I think this opéra-comique is mostly an expression of proto-feminist sentiment, the fact that marriages are created for political purposes might also be seen to critique the practices among the aristocracy to marry to create political alliances rather than love matches.
In scene 7, Bradamante has a difficult time ridding herself of the Spaniard, Dom Carlos. The scene opens as Bradamante insists that his entreaties are superfluous, and that his boat is about to depart the isle. This throws Dom Carlos into histrionics, and he sings his despair to the tune called "The Follies of Spain": This tune makes fun of the Spaniard's melodramatic reaction in several ways. Although by this time, the folia had become a slow, stylized dance for the 40 The series of scenes in which the Amazons dump their husbands is a loose parody of Campra's opera-ballet L'Europe galante (1697). Campra's opéra-ballet is a series of four entrées, each depicting lovers from four nations: France, Spain, Italy, and Turkey. Although L'Isle des Amazones only depicts three nationalities, its French and Spanish lovers are remarkably similar to those in Europe galante. In both operas, Frenchmen are predominantly unfaithful, whereas the Spaniards take pride in their steadfast fidelity. The Spaniard in L'Isle des Amazones even takes his name from one of the Spanish lovers in L'Europe galante: Both are named Dom Carlos. 41 Le Sage and d'Orneval, 1968, p. 351. stage, in its original incarnation the folia referred to young boys who, dressed as women, performed loud music upon the shoulders of men. 42 In this context, the folia points back to some of its earlier resonances with effeminacy. Furthermore, the name of the tune "The Follies of Spain" suggests mental instability thought to be particular to Spain.
Bradamante does not indulge his pleas. The following duet exemplifies their exchange of gender roles. Dom Carlos sings of his suffering, while
Bradamante remains unmoved. Perhaps Bradamante is not won over by his despair because his suffering is set to a lively branle (!). With the strong, upward movement of a fifth, she tells him to go. Bradamante takes up her husband's musical language in the second phrase, telling him that his absence will cure him, though this is undoubtedly a self-interested remark. Dom Carlos is not truly a tragic figure; rather, he is quite the opposite. He "tra-la-las," when he sings that he is dying of love. The scene ends with a final duet. To a sea-faring tune, Bradamante continues to push Dom Carlos towards the sea. She urges him to save his tears for the journey ahead. Le Sage and d'Orneval, 1968, I, p. 353 . It is here that Atalide begins to take on the tragic posture. As Erich Auerbach has noted "tragic personages identify themselves by their rank. They do not say 'I wretched,' but 'I, wretched prince!'" See Auerbach, 1974, p. 375-376. 49 Le Sage and d'Orneval, 1968, I, p. 353. (phrases one and six), the Frenchman intones these words in the only truly minor melodies of the piece, almost as if to say he regrets it. Furthermore, these two phrases sit higher than any other and might have had a strained quality to them. Sage and d'Orneval, 1968, I, p. 213. 58 These two works may be poking fun at the contemporary vogue for couples to sleep separately and generally to live their lives apart. See Gibson, 1989, p. 72. Overall, these opéra-comique adaptations and their affinity with women's dystopic fairy tales make it clear that part of the forains' motivations for experimenting with traditional comic formulae was driven in part by changing ideals of love and marriage as a result of proto-feminist protest and literary experimentation.
Conclusions
One might be tempted to claim that these opéras-comiques with their independent women are feminist. But, women are just one among many conventionally oppressed figures to whom the forains grant power. Nor were women exempt from the forains' satire. What remains consistent, however, is that courtship and marital practices provide a window into the forains' examinations of unequal distributions of power. Unlike entertainments specifically for aristocrats, opéras-comiques, which catered to general audiences, were freer to explore more progressive views of gender relations in love and marriage.
Nevertheless, elements of this repertoire do seem to profess protofeminist sentiments. Throughout the repertoire, opéras-comiques that treat love and marriage specifically hardly suggest that women are bound to the patriarchal narrative that requires them to sublimate their own aspirations into a romantic partnership. None of the women in these types of opéras-comiques aspire to traditional feminine virtues such as passivity and self-sacrifice. L'Isle des Amazones especially denies the idea that a woman's only function is a reproductive one.
Instead, women in opéras-comiques desire economic freedom, social mobility, and self-governance, often at the expense of husbands who believe that they have absolute authority over their wives. Furthermore, women in opéras-comiques often have the freedom, after various schemes, to marry the man of their choice.
To conclude, I suggest that we can understand the importance of these choices through Raymond Williams's definition of "hegemony." 64 He writes that while the hegemonic culture is dominant, its power is not static or total. Rather it is in a perpetual state of defense and renewal as it grapples with internal, counter-64 See Williams, 1977, p. 108-114 and p. 121-27. hegemonic forces. These oppositional forces may take two forms: the residual and the emergent. Experiences, meanings, and values from the past that have been incorporated into dominant culture constitute the residual. In Le Tableau de mariage and L'Isle des Amazones, the emergent is found in the feminist presence that threatens to collapse the reigning order, which was built upon women's submission in marriage and the family. For the dominant order to maintain its power it must acknowledge and diffuse the threat of the emerging force. But in doing so, the dominant culture must transform as well. The tension in these opéras-comiques between the emergent and the dominant can be found in such comedies as L'Isle des Amazones and dystopic fairy tales where women continue to marry, but these marriages no longer promise happy endings. As such, these tensions represent women's growing presence in social, cultural, and political discourse.
